In "Tribal Cratts ot Uganda"!, K. P. Wachsmann reports on a xylophone ot the Bakonjo 2 , called Endara which consists of 16 to 18 keys played by five men each of them having "a plain stick in his hand". Already, by 1951 and even before, the Endara was "very rare" according to Wachsmann.
So we must consider ourselves 3 very lucky indeed to have found the xylophone of Bukonjo in at least three different places in the area around Bwera, althougn we never saw a complete set played. The first place we went to was som~ miles away trom Bwera right in the mountains. Wnen tne people neard tnat we were interested in hearing this music, they were anxious to "build up" a xylophone or 14 keys on the spot. Very soon, however, we learned that the logs had been cut by small boys as a part of taeir play and tney were no longer properly tuned. Tne boys used to place tae untuned logs on the banana stems in a rising and falling seguence, which we never found again.
At the second place, also near. Bwera, we were successful. There we met an old man with two boys about ten or twelve years old playing a. xylophone of ten keys.
Description of the Endara of Bukonjo
The log xylophone commonly known in Bukonjo as Endara (the first syllable is high and stressed) seems, according to African informants, to be constructed in the same way all over the region. The three instruments we saw were very much like the Amadinda ot Buganda: a base of two fresh banana stems into which a series of sticks are pressed with the wooden logs or "keys" placed between them. 4 One difference between the xylophone of the Baganda and that of the Bakonjo was that the Endara logs were much bigger and heavier and, perhaps because of this, not attached by cords to the nearest stic.ks. Even when striking them hard they did not move out of their positions. Another diff.::rence was the number of keys, which according to all our African informants has to be 14 for the Endara while the Amadinda of Buganda has 12 keys and the Akadinda usually 22.
We soon observed how much Bakonjo music is conrected with Bakonjo religion; this holds true also for their xylophone music. Its religious background may be one reason for its rapid disappearance nowadays. By comparison the traditional music of Busoga and Buganda (in the prosperous and much more westernized lake provinces) is still played by a few people at least. But Amadinda music as an example from that region is much more "l'art pour l'art" and although there are religious links 5 , it is a court music and its social, historical and spiritual background is the Kabaka's palace. Therefore, the fact that its most important living performer, Evaristo Muyinda, is a Catholic does not harm tne music.
Tne old man with nis two boys from Bwera told us he had obtained his Endara xylophone on the advice of a Omutah1va (a native doctor and diviner). The Omutahwa had said to him that the spirits of the dead, the Abalimu, recommended that "a xylophone should always be in the house". After the talk with the diviner the old man walked into the Congo to Emuramba, a small village near the Uganda border, where, as he was told, a xylophone maker was working. He had, however, nothing of sufficient worth to buy a whole set of keys, so he bought 10 logs only for a goat, the remaining tour big ones (keys No. XI -XIV) he explained, he wpuld buy at a later time.
The old man continued saying tbat the keys tor the Endara must be made of the wood of a special tree called Omulun,f!,lllu, which could be found on the other side of the mountain in the Congo. But the logs could only be cut by a "special person" and only after a hen or a goat had been sacrificed.
After having played many compositions for us until late in the night, he agreed to give us some information on the music as well, if we gave him money. This money was not to increase his personal income, he asserted, but should be considered as a sacrifice for the Abalimu. He advised us to put the coins under the xylophone keys to assure that not he but the Abalimu would come and take it.
The musical information by the old man
Music for Endara is not usually for this instrument alone. There should be singing to it and dancing with foot-bells (esyonzenda). Then three drums have to be used, one of which is called Engoma eneene ey'okwandara (the big drum of the Endara), and Bbitsetse (rattles). The Endara should always have 14 keys and there should be seven people playing it. The seven performers are called Abawathi. There are not only names for each of the seven performers but also for each of the 14 keys. These names according to the old man are (from the smallest to the biggest key): The second place we visited on another d~.y was a small village called Gisavo, near Karambi, right on the Congo border. There, again, we found only one grown-up man playing the Endara, and there were two boys who played witn him. His xylophone also was incomplete, having 11 keys 6 -'-three, he said, were missing. His name was Petero Kivinga and he was about 40 years' old, a person quite different from the old man who was very quiet and seemed to live entirely in his tribe's spiritual traditions. Petero belonged to another, more materially minded, generation, and enjoyed telling us about his many shops on both sides of the border which did good business. He spoke both French and English and proudly stated that he knew "many things", even how to play the xylophone. About his music he did not like to say much, but he played it and could repeat the same pattern again whenever we wanted. Therefore we made a number of analytical recordings here, asking the three musicians to play each part alone and then together. During the afternoon we were there, Mr. Kivinga taught me a few passages on the Endara.
From this I soon understood how different this music was from the Amadinda music of Buganda and the Embaire music of Busoga, which I had studied two years before. And not only in the tone system but also in the rhythm, melody, and in the whole organisation of the music. Bakonjo xylophone music seems to be strongly linked with xylophone playing in the Congo.
Buganda's and Busoga's xylophone music is a system of music unique in East Mrica, reminiscent somehow, in its striking "intellectualism", ot the deep metaphysical experiments with Canon, Cancrizans, Inversion and Mirror of the polyphonic European composers towards the end of the Middle Ages. The compositions of Kiganda xylophone music reflect something like research into the structure of the (inner) universe, if I may express myself in this way. Bakonjo xylophone music on the other hand as we heard it is more "earthy", less "abstract" in its spiritual contents-it is a fascinating and entertaining play of rhythm, melody and harmony, and it is partly improvised. The rhythmic constructions as used in Bakonjo xylophone music seem to be mostly on the lines of cross rhythm and polymeter. The phenomenon of inherent rhythms which I have described elsewhere 7 seems not to be so important here although definitely present.
Let us get an idea of rhythm as employed in Bakonjo xylophone music by a short transcription which I made there on the spot, after my hands had gone through the phrases several times.
The basic rhythm of the composition "Loan" (Fig. 1) ,.. r t r l r t r E , t r t Out ot the combination of these two cross rhythms no inherent rhythms emerge. The reason is that they are played on different ranges ot the xylophone. None of the notes played by either musician are near enough in their pitch to be associated in the listener's mind to form an inherent rhythm pattern.
However, there are inherent rhythms emerging from the part of the second player alone. (Musician A in Fig. I ). This part is constructed by the unknown composer in a way to make the listener perceive a conflict of two rhythms. Those notes of the second part falling on Key I are themselves arranged in a definite rhythmic group forming a "pattern"; and also those notes falling on Keys II, III, IV and V are arranged in a way to give another "pattern". The human ear -like the eyes which do not perceive isolated particles but always a "gestalt" -perceive two "gestalten" here, a conflict of two inherent rhythms which are the following:
r Ff ~f r fflr vf §1 ... The result was strange and I do not exclude the possibility that some of the xylophone keys were considerably out ot tune. There are also no pure octaves! It is, however, striking, that three notes were the same on both xylophones, which had been made at different places by different persons. Tney were not only the same in their intervals but .n their absolute pitch as well.l 0 We have, therefore, arranged the following disposition ~n a way that comparison is easily possible (cracked, pitch could not be measured).
• The recordings of both music and scales of the Endara xylophone are now stored in the Phonographic Archive of the Academy of It is not easy to find out wnich key in either of the two xylophones is regarded as the tonic. I would guess it is Key No. X on the Endara of P. Kivinga. Certainly this is not proved by anything; and, even if it were the tonic it could be so much out of tune that, relating all other notes to 273 V.p.s. would completely disguise the nature of the scale. I find, we should start with those notes of which we have at least some guarantee that they are in tune. These are: 464, 426, 391 V.p.s., being identical on both xylophones. The interval 464 to 391 V.p.s. is a clear minor third and the note 426 V.p.s. divides this third just into the half, being 148 Cts. apart from either side. These are a few facts which can hardly be coincidental. May we assume that the approximate standard interval of the Bakonjo xylophone is 148 Cts.?
The difficulty in the investigation is that only two scales have been available tor comparison and even these seem to be out of tune in some parts. Let us try to "arrange" all the other notes of the two xylophones around this nucleus of 2 ...... 148 Cts.
Fig. IV
We see from the graphs that it would be very risky to make any definite conclusion on the nature ot the Bakonjo xylophone scale, without proot from further field work.
It is striking that on the Endara ot P. Kivinga all two-key-progressions are in the lower range something like minor thirds. It this would consequently be kept throughout the range of the xylophone, then we would have a tempered eight-tone scale consisting of 3j4-tones! 10 But the Keys I, II and III do not fit into this scheme. It may be worth mentioning that the top keys despite this fact have relations to other keys of Kivinga's xylophone. Key I, for example, is a fourth trom Key IV.
A short analysis of form and harmony in the composition "Loan" shows a cycle ot chord progressions, which, as I found, is basically tre same in the other compositions recorded: 11 Harmonic cycle:
II/VIII and IV /X are slightly sharpened major sixths, V /X is a minor sixth and II/X and IjiX are octaves sharpened almost a quarter tone. Am I right hI assume that they should be pure octaves ?
APPENDIX.
A. The musical instruments of the Bakonjo: Most of the musical instruments cited below we could not see ourselves, since there seemed to be nobody who still played or possessed them. We had to get the instrumentarium of the Bakonjo through descriptions and drawings made by our various informants. A cultural and tribal inferiority complex is so pronounced in present-day Bakonjo society, that there is not only a feeling of shame for all playing of native instruments but even for speaking the mother tongue -Lukonjo. We discovered after three days research work that both the names of the instruments and religious terms had been constantly told us in Rutoro, the language of the neighbouring and obviously "superior" tribe. This, we then had to correct. Here I wish to. thank Mr. Semu Kiyonga Abwolikiyonga, a teacher from Bwera Secondary School who was not only our host during the time we stayed in his area, but also an inexhaustibly helpful interpreter. It is due to his efforts, that at this time, when it already seems to be too late for a profound study of Bakonjo music, we could at least collect valuable hints and reports. He is apparently also the only man in this area who clearly sees the cultural loss which his country has suffered during the past twenty years, and who is trying to encourage traditional music among his people.
